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English carols of the fifteenth century range in mood and func¬ 
tion from the devotional to the extremely convivial, but have 
in common an association with movement, in dancing or pro¬ 
cession. A Latin final line to an English verse is quite common; 
Deo gratias was the response to the Benedicamus Domino sung 
at the end of Mass. Regina coeli. Salve regina, Alma redemp- 
toris and Ave regina coelorum are the four great Marian 
antiphons; Reges Tharsis is the Offertory for Epiphany. Many 
other antiphons to the Virgin were almost equally popular in 
medieval times; one of these is Walter Frye's (d. 1475) setting 
of Ave regina coelorum, which may have been originally a 
two-part work with secular English words. Such adaptations, 
called contrafacta, were common and popular. 

Arnold de Lantins belonged to the generation of Bur¬ 
gundian composers headed by Dufay; both were singers in 
the Papal Chapel in 1431-1432. Contemporary writers acknowl¬ 
edged the influence of Dunstable and his English contempo¬ 
raries on this continental group. Dunstable's only preserved 
hymn setting, Ave maris Stella, illustrates the convention of 
alternating verses in plainsong and three-part polyphony. His 
motet setting of words from the Song of Solomon stands out 
for its incisive word-setting in all three voices, though the 
smooth harmonic progressions reflect a rather archaic style. 
The various other pieces in this recorded sequence further 
illustrate the breadth and variety of this fascinating period. 

SIDE 1 (19:02 min) 

1. Carol (Anon.—XV c.): Sing we to this merry company (2:26) 

Full Voices: Instruments 
Sing we to this merry company, 
Regina coeli, laetare. 
Holy maide, blessed thou be, 
Goddes son is born of thee, 
The father or heaven, thus live we: 
Regina coeli, laetare. 
Hail wife, hail maide, bright of ble! 
Hail daughter, hail sister full of pityl 
Hail cousin to the Persons Three! 
Regina coeli, laetare. 
Therefore kneel we on our knee; 
Thy blissful birth now worship we 
With this song of melody: 
Regina coeli, laetare. 

2: Motet (XV c.); In tua memoria 
(Arnold de Lantins) (2:43) 

Counter-tenor; Tenor; Bass 
In tua memoria Virgo mater nata, 
Simus ut sit gloria Perpes nobis data, 
Qui ad te confugium Quaerimus securum, 
Nequaquam repudium Reverentes drum. 
Centrum peripheriae Doctrinae norma, 
Et nostrae miseriae Tu formarum forma. 

3: Plainsong (XI c.): Salve regina, mater misericordiae 
(Adnemar) (2:30) 

Tenor 

Salve regina, mater misericordiae; 
Vita, dulcedo, et spes nostra, salve. 
Ad te clamamus exsules filii Evae. 
Ad te suspiramus, gementes et flentes in hac lacrimarum valle. 
Eia ergo, advocata nostra, illos tuos misericordes oculos ad nos 
converte, Et Jesum, benedictum fructum ventris tui, nobis post 
hoc exsilium ostende. O clemens, o pia, o dulcis virgo Maria. 

4: Song: O rosa bella (John Dunstable) (1:56) 

Counter-tenor; Rebec; Viol; Lute; Crumhorn 
O rosa bella, o dolce anima mia, 
Non mi lassar morire in cortesia. 
Ai lasso me dolente deco finire 
per ben servire e lealment' amare. 

5: Motet: Quam purchra es (John Dunstable) (1:53) 

Counter-tenor; Tenor; Bass 
Quam pulchra es et quam decora, carissima in delicils. 
Statura tua assimilata est palme, et ubera tua botris. 
Caput tuum ut Carmelus, collum tuum sicut turris eburnea. 
Veni, delecte mi, egrediamur in agrum, et videamus si flores 
fructus parturierunt, si floruerunt mala Punica. Ibi dabo tibi 
ubera mea. Alleluia. 

6: Hymn: Ave maris Stella (John Dunstable) (4:00) 

Counter-tenor; Tenor; Bass 
Ave maris Stella, Dei mater alma, 
Atque semper virgo, Felix coeli porta. 
Sumens illud ave Gabrielis ore, 
Funda nos in pace, Mutans Evae nomen. 
Solve vincla reis, Profer lumen caecis 
Mala nostra pelle. Bona cuncta posce. 
Monstra te esse matrem: Sumat per te preces, 
Qui pro nobis natus, Tulit esse tuus. 
Virgo singularis, inter omnes mitis, 
Nos culpis solutos. Mites fac et castos. 
Vitam praesta puram, Iter para tutum, 
Ut videntes Jesum, Semper collaetemur. 

7: Song (Anon.); Filles i marier (1:07) 

Soprano; Counter-tenor; Tenor; Bass 
Filles ci marier ne vous mariez ja 
Se bien ne vous scavez quel mary vous prendra 
Car se jalousi a jamez ne vous ne luy 
A cueur joye n'a rez et pour ce penses y. 

8: Carol (Anon.—XV c.): Deo gratias Anglia 
(The "Agincourt Carol") (2:10) 

Full Voices, Instruments 
Deo gratias, Anglia, redde pro victoria. 
Our king went forth to Normandy 
With grace and might of chivalry 
There God for him wrought marv'lously, 
Wherefore England may call and cry Deo gratias. 
He set a siege, forsooth to say, 
To Harflu town with royal array; 
That town he won and made affray 
That France shall rue till Domesday: Deo gratias. 
Almighty God he keep our king, 
His people and all his well-willing 
And give them grace withouten ending; 
Then may we call and safely sing Deo gratias. 

SIDE 2 (17:00 min) 

1: Basse dance (Anon.—XV c.): La Spagna (1:24) 

Full Instruments 

2: Plainsong (Offertorium): Reges Tharsis (1:51) 

Tenor 

Reges Tharsis, et insulae munera offerent: reges Arabum et Saba 
dona adducent: et adorabunt eum omnes reges terrae omnes 

servient ei. 

3: Motet: Ave regina coelorum (Guillaume Dufay) (1:40) 

Counter-tenor; Tenor; Bass 

Ave regina coelorum, Ave domina angelorum: 
Salve radix sancta. Ex qua mundo lux est orta: 
Gaude gloriosa, Super omnes speciosa: 
Valle, valde decora, Et pro nobis semper Christum exora, 

Alleluia. 

4: Song: Franc cueur gentil (Guillaume Dufay) (1:25) 

Tenor; Viol; Rebec 
Franc cueur gentil, sur toutes gracieuse, 
Riche d'honneur et de tous biens garnye; 
A vous me rens, a vous du tout me lye, 
N'autre amais ne quier pour amoureuse. 

5: Motet: Ave regina coelorum (Walter Frye) (1:57) 

Counter-tenor; Tenor; Rebec; Crumhorn 

Ave regina coelorum, mater regis angelorum, 
O Maria flos virginum, velut rosa velut lilium. 
Funde preces ad filium pro salute fidelium. 

6: Plainsong (Harmannus Contractus—XI c.): Alma redemp- 
toris mater (1:35) 

Alma redemptoris mater, quae pervia coeli porta manes, et 
Stella maris, succurre cadenti surgere qui populo: Tu quae 

genuisti, 
natura mirante, tuum sanctum genitorem: Virgo prius ac 

posterius, 
Gabrielis ab ore sumens illud Ave, peccatorum miserere. 

7: Isorhythmic motet: Veni sancte spiritus—Veni creator 
(John Dunstable) (5:20) 

Soprano; Counter-tenor; Tenor 
a) Veni sancte spiritus, Et emitte caelitus Lucis tuae radium. 

Veni pater pauperum, Veni dator munerum, Veni lumen 

Consolator optime, Dulcis hospes animae, Dulce refrig- 

In labore requies, In aestu temperies, In fletu solatium. 
O lux beatissima, Reple cordis intima, Tuorum fidelium. / / 
Sine tuo numine, Nihil est in Lumine, Nihil est innoxium. 
Lava quod est sordidum, Riga quod est aridum, Sana quod 

est saucium. 
Flecte quod est rigidum, Fove quod est frigidum, Rege 

quod est devium. / / 
Da tuis fidelibus, In te confidentibus. Sacrum septenarium. 
Da virtutis meritum, Da salutis exitum. Da perenne 

gaudium. / / 
b) Veni sancte spiritus, Et infunde primitus, Rorum coeli 

gratiae. 
Precantibus humanitus, Salva nos divinitus, A serpentis 

facie. 
In cuius prfesentia, Ex tua dementia, / / Tecta sint peccata. 
Languidorum consolator, Et lapsorum reformator, Mortis 

medicina. / / 
Peccatorum perdonator, Esto noster expurgator, Et due ad 

divina./ / 

8: Basse dance (Anon.): La Spagna (1:28) 

Full Instruments 

Love and Dalliance in Renaissance France 

Madrigals, chansons, canzonetti, balletti and various other 
forms of light vocal music, generally dealing with the joys 
and pains of love or some charming pastoral theme, spread 
throughout Italy, France and England during the Renaissance, 
together with a profusion of engaging keyboard pieces evoca¬ 
tive of similar themes or moods (the wealth of bird pieces for 
keyboard alone—imitations of the cuckoo, the nightingale, 
the dove, etc.—would constitute a gigantic catalogue). Some 
of the composers of madrigals and chansons wrote sacred 
music as well, some did not. Some, indeed, were not com¬ 
posers at all, in the modern sense, but versifiers or only col¬ 
lectors of verses and tunes. On this disc are collected some of 
the most celebrated and ingratiating examples of this category 
as it flourished in France. 



Kyrie eleison. Christie 
eleison. Kyrie eleison. 

Gloria In Excelsis Deo 
Et in terra pax hominibus 
bonae voluntatis. Laudamus 
te. Benedicamus te. Adora- 
mus te. Glorificamus te. 

Cratias agimus tibi propter 
magnam gloriam tuam. 
Domine Deus, Rex caelestis, 
Deus Pater omnipotens. 

Domine Fili unigenite, Jesu 
Christe. Domine Deus, 
Agnus Dei, Filius Patris. Qui 
tollis peccata mundi, mis- 

Qui tollis peccata mundi, 
suscipe deprecationem 
nostram. 

Qui sedes et dexteram Patris, 
miserere nobis. 

Quoniam tu solus Sanctus. 
Tu solus Dominus. Tu solus 
Altissimus, Jesu Christe. 
Cum Sancto Spiritu in Gloria 
Dei Patris. Amen. 

Credo In Unum Deum 
Patrem omnipontem, fac- 

torem caeli et terrae, visi- 
bilium omnium, et invisi- 
bilium. Et in unum Dominum 
Jesum Christum, Filium Dei 
unigenitum. Et ex Patre 
natum ante omne saecula. 
Deum de Deo, lumen de 
lumine, Deum vero de Deo 
vero. Gentium, non factum, 
consubstantialem Patri: per 
quern omnia facta sunt. Qui 
propter nos homines et 
propter nostram salutem 
descendit de caelis. 

Et incarnatus est, de Spiritu 
Sancto ex Maria Virgine, et 
homo factus est. 

Crucifixus etiam pro nobis, 
sub Pontio Pilatus passus, et 
sepultus est. Et resurrexit 
tertia die, secundum Scrip- 
turas. Et ascendit in caelum, 
sedet ad dexteram Patris. Et 
iterum venturus est cum 
gloria judicare vivos et mor- 
tuos: cujus regni non erit 
num, et vivicantem: Qui ex 
Patre, Filioque procedit. Qui 
cum Patre et Filio simul 
adoratur, et conglorificatur: 
qui locutus est per Prophe- 
tas. Et unam, sanctam, 
catholicam et apostolicam. 
Ecclesiam. Confiteor unum 
baptisma in remissionem 
peccatorum. Et exspecto 
resurrectionem mortuorum. 
Et vitam venturi saeculi. 

Lord have mercy on us. 
Christ, have mercy on us. 
Lord, have mercy on us. 

(Glory to God in the High¬ 
est). And on earth peace to 
men of good will. We praise 
Thee. We bless Thee. We 
adore Thee. We glorify Thee. 

We give Thee thanks for Thy 
great glory. O Lord God, 
heavenly King, God the 
Father almighty. 

O Lord Jesus Christ, the 
only-begotten Son, Lord 
God, Lamb of God, Son of 
the Father, Who takest away 
the sins of the world, have 

Who takest away the sins of 
the world, receive our 
prayer. 

Who sittest at the right hand 
of the Father, have mercy 

For Thou alone art holy. 
Thou alone art Lord. Thou 
alone, O Jesus Christ, art 
most high. Together with the 
Holy Ghost, in the glory of 
God, the Father. Amen. 

(I believe in one God), the 
Father almighty. Maker of 
heaven and earth, and of all 
things visible and invisible. 
And in one Lord, Jesus 
Christ, the only-begotten 
Son of God. Born of the 
Father before all ages. God 
of God, light of light, true 
God of true God. Begotten, 
not made; of one being with 
the Father: by whom all 
things were made. Who for 
us men and for our salvation 
came down from heaven. 

And was made flesh by the 
Holy Ghost, of the Virgin 
Mary, and was made man. 

He was also crucified for us, 
suffered under Pontius Pilate, 
and was buried. And on the 
third day. He rose again, 
according to the scriptures. 
And ascending into heaven. 
He sitteth at the right hand 
of the Father. And He shall 
come again with glory to 
judge the living and the 
dead: and of His kingdom 
there shall be no end. And 
in the Holy Ghost, the Lord 
and Giver of life, who pro¬ 
ceeded from the Father and 
the Son. Who together with 
the Father and the Son is no 
less adored and glorified: 
who spoke by the prophets. 
And in one holy, catholic 
and apostolic Church. I con¬ 
fess one baptism for the 
remission of sins. And I look 
for the resurrection of the 
dead. And the life of the 
world to come. Amen. 

Sanctus 
Sanctus, Sanctus, Sanctus, 
Dominus Deus Sabaoth. 
Pleni sunt caeli et terra 
gloria tua. Hosanna in 

Benedictus qui venit in 
nomine Domini. Hosanna in 
excelsis. 

Agnus Dei 
Agnus Dei, qui tollis peccata 
mundi: miserere nobis. 

Agnus Dei, qui tollis peccata 
mundi, dona nobis pacem. 

Holy, Holy, Holy, Lord God 
of hosts! Heaven and earth 
are filled with Thy glory. 
Hosanna in the highestI 

Blessed is He that comes in 
the name of the Lord. 
Hosanna in the highestl 

Lamb of God, who takest 
away the sins of the world, 
have mercy on us. 

Lamb of God, who takest 
away the sins of the world, 
grant us peace. 

II Ecco moriro dunque! 
Ne fia che pur rimire 
Tu ch' ancidi mirand' il mio morire. 

O, my death is near. 
Her eyes will never see 
They, which mortally pierced me, how I 

to die. 

111 Ha/, gia mi discoloro, 
Ohime, vien meno 
La luce a gl' occhi miei, la voce al seno. 
O, che morte gradita, 
S'almen potessi dir: moro mi a vita. 

Alas, I am paling already. 
Woe, death is coming. 
The light vanishes, my voice is muting. 
What death so welcome, 
O could I but say: I die, my life. 

going 

Carlo Gesualdo (1560-1613), Prince of Venosa: 8 Madrigals 

Gesualdo was an extraordinary man and musician—extraordi¬ 
nary because he led a stormy existence and because, although 
he was an intelligent, venturesome composer of the first order, 
he gathered no following and did not seem to found any school 
of musical thought. As things were bound to happen in those 
days, Gesualdo, a member of society's upper echelon, was 
married to a lady of noble birth. This marriage, even in these 
days, would be easy meat for anybody's favorite roving re¬ 
porter. Gesualdo led a life not often led by a musician, to say 
the least, and one doubts, and hopes, for that matter, that it 
ever has been, or ever will be repeated. The Lady Donna 
Marfa d'Avalos, became Gesualdo's wife in 1586. It was a very 
unhappy match, and after four years it became apparent to 
Gesualdo that she was having a love affair with a certain Don 
Fabrizio Caraffa. And so, in 1590, Gesualdo had his wife and 
lover murdered, for very obvious reasons. In 1593, he married 
again, this time to Donna Leonora d'Este, but also, the unfor¬ 
tunate circumstances of the first time around had taken its toll, 
and in this marriage he was the unfaithful one. The two were 
apparently compatible, however, and she never wished a 
divorce. It was during this second marriage that his most 
important books of madrigals appeared. 

To us today, Gesualdo stands ahead of his time in the 
technique of musical composition, and apart from the con¬ 
temporary effort in their directness of presentation. Where 
others were mannered and stylish, he was influenced by the 
voice and word and their equivalents in terms of music. It 
was undoubtedly due to the effects of his private life that he 
felt a certain kinship between the spoken word or the emotion 
felt therein and its counterpart in music. When one considers 
that in those days musical composition was still in the clutches 
of the church modes, his experiments in new harmonies, in 
retrospect, are most astounding. His use, for instance, of 
chromatic scale passages in Moro lasso al mio duolo were at 
that time an unheard-of thing. Also, in the same madrigal, 
examine the results he exacted from harmonies revolving 
around a pivotal note. Consider, too, the chromaticism evident 
in lo tacero, resulting from the contrast of block chords be¬ 
longing to distant tonalities. Gesualdo was, above all, an artful 
and cautious composer. His harmonies were never flaunted 
or exploited for their own sake, as were, for instance, the 
virtuoso keyboard techniques of John Bull. It might simply be 
explained that he wrote about the life he led in the idiom 
which best expressed the way he seemed to feel about it. 

FROM BOOK IV (1596) 

Luci serene e chiare, 
Voi m'incendete, voi, ma prov’ il core 
Nell’ incendio diletto, non dolore. 

Eyes, full of light and clarity 
You, you set me aflame. But your fire causes the heart 
Only joy, no pain 

Dolci parol' e care, 
Voi mi ferite, voi; ma prov' il petto 
Non dolor nella piaga, ma diletto. 

Sweet and dear words 
You make me suffer, you; but the wound in my heart 
Feels no pain but only delight. 

O miracol d'amore! 
Alma, che tutta foco e tutta sangue 
Si strugg' e non si duol, mor’ e non languel 

O, miracle of love! 
Soul that is all afire and all in the blood, 
You consume yourself without complaint, you die, 

yet you perish not. 

IV lo tacero, ma nel silentio mio 
Le lagrim' e i sospiri 
Diran i miei martiri. 
Ma s'averra ch' io mora, 
Gridera poi per me la mort' ancora. 

I keep quiet but 
The tears and sighs of my silence 
Loudly proclaim my deep suffering. 
Should I die, 
Even death will grieve for me, death, my witness. 

V Invan dunque, o crudele, 
Vuoi, che'l mio duol del tuo rigor si ce/e. 
Poi che mia cruda sorte 
Da la voc' al silentio ed alia morte. 

Tyrant, you wish in vain 
That my pain hide from your pride, 
For, ah, my hard fate 
Lends voice even to silence and death. 

VI FROM BOOK V (1611) 
Dolcissima mia vita, a che tardate 
La bramata aita? 
Credete forse che'l be! fuoco ond' ardo 
S/a per finir, perche torcete 'I guardo? 
Ahi, non fia mai che brama il mio desire 
O d'amarti, o morire! 

My precious life, why do you hesitate to render 
The assistance I need? 
Do you believe that the fire of love once aflame 
Will die because you avert my gaze? 
Oh, had I never had the ardent desire 
To love you or to perish! 

VII Itene o miei sospiri, 
Precipitate il voio 
A lei, che m'e cagion d'aspri martiri. 
Ditele per pieta del mio gran duolo, 
Ch'ormai ell a mi sia 
Come bella ancor p/a. 
Che I'amaro mio pianto 
Cangero lieto in amoroso canto. 

Fly, O my sighs, 
Descent with the wind 
To her, the source of my bitter martyrdom. 
Tell her of my tremendous suffering 
So that in the future not only her beauty 
But her pity, too, will be mine 
That my bitter lamentations 
Turn into joy and sweet songs. 

VIII FROM BOOK VI (1611) 
Moro lasso al mio duolo, 
E chi mi puo dar vita, 
Ahi, che m'ancide e non vuol darmi a ita. 
A dolorosa sorte, 
Chi dar vita mi puo, ahi, mi da morte. 

I die, weak with pain. 
And she who could save me 
Woe, she kills me and does not want to redeem me 
O dolorous fate 
She, who could be my life, is my death. 



Texts and Translations 

ANONYMOUS: FILLES A MARIER 

(four voices, r, kr, vdg, perc.) 
Filles a marier ne vous mariez ja 
Se bien ne vous scavez quel mary vous prendra 

Car se jalous; a jamez ne vous ne luy 
A cueur joye n'avez et pour ce penses y. 

Fair maidens, do not marry—for if your husband is jealous, 
you'll have no joy, and therefore take care! 

JOSQUIN DES PRES: MULE REGRETS 

(four voices) 

Mille regretz de vous haban donner 
Et d'eslonger vostre fache amoureuse, 
J'ay si grand dueil et paine douloureuse 
Qu'on me verra brief mes jours deffiner. 

A thousand regrets to leave you and your fair face; my grief 
is such that my days shall soon be at an end. 

JOSQUIN DES PRES: UNE MOUSSE DE BISCAYE 
(counter-tenor, alto and bass r, It, vdg) 

Une mousse de Biscaye 
L'autre jour pres ung moulin 
Vint a moi sans dire gaire, 
Moy hurtant sur mon chemin 
Blanche comme un parchemin, 
Je la baise a mon aise 
Et me dist sans faire noise: 
Soaz, soaz, ordonarequin. 
(Two further strophes) 

A Basque girl one day near a mill threw herself across my 
path. As I kissed her she said to me: "Soaz, soaz ordonarequin." 
Speak so that I may understand, leave off your Basque, it's 
neither French nor Latin! 'Soaz, soaz ordonarequin.' Long did 
we dally that morning, the Basque girl and I, and as I kissed 
her farewell, my hand on her breast, she replied, 'Soaz, soaz 

ordonarequin'. 

ANONYMOUS: LA SPAGNA 

(Sopranino r, It, cm, vdg) 

JOSQUIN DES PRES: ALLEGEZ MOY 

(counter-tenor, tenor, kr, cm, It, vdg) 

Allegez moy, doulee plaisant brunette, 
Dessoubz la bankinette, 
Allegez moy de toutes mes douleurs, 
Vostre beaulte me tient en amourete, 
Dessoubz la bandinette. 

Relieve me, sweet dark-haired lady, of all my sorrows. Your 
beauty holds me love-bound. 

ANONYMOUS: ADIEU MES AMOURS 

(soprano) 

Adieu mes amours, adieu vous commant 
Adieu mes amours, jusques au printemps, 
Je suis en souey de quoy je vivray, 
La raison pourquoy, je vous la diray: 
Je n'ay point d'argent, vivray-je de vent 
Se I'argent du roy ne vient plus souvent. 

Farewell, my love, farewell until spring. I've no more money, 
and must live on air, unless the king's money comes more 
often. 

JOSQUIN DES PRES: ADIEU MES AMOURS 

(tenor, bass, fl, bass r, It, vdg) 

ANONYMOUS: L'AMOUR DE MOY 

(soprano, fl, bass r) 

L'amour de moy si est enclose 
Dedans ung joly jardinet, 
Ou croist lavende et le muguet 
Et aussi fait la passerase. 
Le jardinet est si plaisant 
Et bien garni de toutes fleurs. 
Et si est garde d'ung amant. 
Par ma foy la muit et le jour. 
Helas il nest si doulee chose, 
Que du chant du rossignolet 
Qui chante soir et matinet 
Quant il est las il se repose. 

My love is enclosed in a pretty garden, all bedecked with 
flowers. Thus she guards it night and day, to the song of 
the nightingale. 

ANONYMOUS: DIT LE BOURGIGNON 

(kr, soprano r, It, vdg, perc) 

CLAUDIN DE SERMISY: TANT QUE VIVRAY 
(POEM: CLEMENT MAROT) 

(counter-tenor, bass r, It, vdg, sp) 

Tant que vivray en age fleurissant 
Je servirai l'amour la dieu puissant 
En faicts, en ditz, en chansons et accords. 
Par plusieurs jours m'a tenu languissant 
Mais apres deuil m'a fait rejouissant 
Car j'ay l'amour de la belle au gent corps. 
Son alliance—e'est ma fiance 
Son coeur est mien—Le mien est sien 
Fi de tristesse—Vive liesse 
Puisqu'en amours a tant de bien. 
(One further strophe) 

As long as I live in strength, I shall serve love, the all powerful 
ged, with deed, word, song and harmony. I did languish but 
now am happy, since she with the fair body now loves me. 
Fie on sadness, long live gladness, since in love one has so 
much felicity. Whatever old gossips may say; I shall love her 
and sing to her honor. 

MOULU: AMY SOUFFREZ 

(sp) 

JACOB ARCADELT: NOU VOYONS QUE LES HOMMES 

(soprano, b rec, It) 

Nous voyons que les hommes 
Font tous vertu d'aimer 
Et sottes que nous sommes 
Voulons l'amour blamer. 
Ce qui leur est louable 
Nous tourne a deshonneur, 
Et faute inexcusable, 
O dure loi d'honneur 
Nature plus q'eux sage 
Nous a en un corps mis 
Plus propre a cette usage 
Et nous est moins permis. 
(One further strophe) 

We see that men make a virtue of love, but what for them is 
praiseworthy turns us to dishonor. What injustice, the law that 
deprives us of loves delights! 

English versions by Joel Cohen 

KEY: recorders r cornemuse cm viola da gamba 
flute fl spinet sp vdg 
krumhorn kr lute It percussion perc 
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Joel Cohen, lute 
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English Madrigals from the Reign of Elizabeth I 

The madrigal was a phenomenon in English musical history, 
for its short lifetime spanned only forty years. Examples of the 
contemporary Italian madrigal had become quite well known 
in England in the last quarter of the sixteenth century, but, 
since vocal music to foreign words could appeal to only a few, 
in 1588 (the same year as the English victory over the Spanish 
Armada), Nicholas Yonge published a set of Italian madrigals 
with English words in a volume entitled Musica Transalpina. 
This opened the way to a greater appreciation of the madrigal 
among English music-lovers. Coupled with the national pros¬ 
perity made possible by the defeat of Spain, and an intense 
devotion to Queen Elizabeth I (who had inspired England's 
victory), the time was ripe for a great outpouring of verse and 
song, just at the point when the English madrigal appeared for 
its brief but brilliant career. 

The most famous collection of madrigals from this period 
is the set known as The Triumphs of Oriana, published in 1601 
by Thomas Morley. It consists of twenty-five madrigals by 
various composers written in honour of Queen Elizabeth I, 
who was sometimes referred to under the poetic title of 
Oriana. John Bennet's All creatures now are merry-minded is 
from this set, and tells of various pastoral characters who come 
to greet the Queen; like all the other madrigals in the collec¬ 
tion, it ends with the lines: "Then sang the shepherds and 
nymphs of Diana: Long live fair Oriana". Another madrigal in 
honour of the Queen was This sweet and merry month of May 
by William Byrd; it also has the disinction of being the first 
madrigal ever published by an English composer. The poet 
states that he has chosen the first day of the month (May Day) 
as a holiday on which to greet "Eliza with a rhyme", and ends 
by addressing her as the "beauteous Queen of second Troy". 
On the other hand, Thomas Weelkes's madrigal, Say, dear, 
when will your frowning leave, is a melancholy one. It tells 
of a lover who chides his beloved for her unhappiness, "for 
when you frown you wound my heart and kill my soul with 
double smart"; the music rises to an anguished climax on the 
word "kill", passionately intensifying the meaning of the 
words, Whither away so fast? by Thomas Morley is a Canzonet 
for three voices, in which a lover pursues his beloved in a 
breathless chase until he overtakes her. Morley has supplied 
the text with music that well illustrates the breathlessness of 
the chase. Giles Farnaby's Construe my meaning was also pub¬ 
lished among a set of Canzonets but it is really a serious 
madrigal of great beauty, in which the poet, after acknowledg¬ 
ing the faults of his early life, ends by still hoping for eternal 
forgiveness. Farnaby accentuates the changes of thought in 
the verse with unusual changes of key in his music, and the 
piece is one of the most touching of all English madrigals. 

In a much lighter vein is Though Amaryllis dance in green, 
which was originally written by William Byrd for a solo voice 
accompanied by strings, although he finally published it as a 
piece for five singers. The text tells the familiar tale of a lover 
who, finding his passion unrequited, determines to have no 
more to do with love. Unrequited passion was also the prob¬ 
able cause of the poet's feelings in George Kirbye's madrigal, 
Sorrow consumes me, which is in two sections; the first speaks 
of how the poet cannot sleep for the fearful dreams that 
trouble him, while in the second, after questioning the thought 
of suicide, he concludes that he will end by dying of grief. 
The Ballett, Now is the month of Maying by Thomas Morley, 
is probably the most famous vocal piece of this period. Its three 
verses are each in two sections ending with Fa-la-la's, and the 
text deals with the pleasures of love in Springtime. Barley-break 
(mentioned in the last verse) was a game of the hiding and 
seeking variety played by couples; Morley's music makes it 
sound a delightful passtime. Like Byrd's other piece above, his 
Lullaby was also written for a solo voice and instruments but 
published to be sung by five singers. The words consist only 
of "Lullaby, my sweet little baby ,what meanest thou to cry?", 
while the music illustrates the rocking of the child in its 
mother's arms as she tries to comfort it. John Farmer's Fair 
nymphs, I heard one telling is another madrigal from The 
Triumphs of Oriana. It too deals with the pastoral convention 
of the shepherds and mythological characters coming to greet 
"the earth's Goddess" (Queen Elizabeth I), who arrives attended 
by the Muses and the Graces to be welcomed with "Long Live 
fair Oriana". 

John Bennet: All creatures now are merry-minded (1:59) 

All creatures now are merry merry-minded. 
The shepherds' daughters playing, 
The nymphs are fa-la-laing, 
Yond bugle was well winded. 
At Oriana's presence each thing smileth. 
The flowers themselves discover; 
Birds over her do hover; 
Music the time beguileth. 

See where she comes with flowery garlands crowned. 
Queen of all queens renowned. 
Then sang the shepherds and nymphs of Diana: 
Long live fair Oriana. 

William Byrd: This sweet and merry month (2:28) 

This sweet and merry month of May, 
While Nature wantons in her prime, 
And birds do sing and beasts do play, 
For pleasure of the joyful time. 
I choose the first for holiday 
And greet Eliza with a rhyme: 
O beauteous Queen of second Troy, 
Take well in worth a simple toy. 

Thomas Weelkes: Say, dear, when will your frowning leave? 
(3:22) 

Say, dear, when will your frowning leave, 
Which doth my heart of joy bereave? 
To sing and play becomes you better, 
Such pleasure makes my heart your debtor. 
But when you frown you wound my heart, 
And kill my soul with double smart. 

Thomas Morley: Whither away so fast? (2:24) 

Whither away so fast, 

Tell me my dear, my white sweet bonny darling? 
Whither now away so fast alone, 
From your true love approved? 
What haste, I say, what haste, 
Tell me my darling dear beloved? 
Then will we try who faster runs, thou or I. 
Then lo I come, dispatch thee, I come 
Hence away, i say, or I catch thee. 
Think not thus away to scape without me; 
But run, you need not doubt me. 
What now, fair maid? 

What, faint you, of your sweet feet forsaken? 
O well I see you mean to mock me, 
Run, I say, or else I catch you; 

What you halt? O do you so? Alack the while; 
What, are you down, pretty maid? Then well overtaken. 

Giles Farnaby: Construe my meaning (2:15) 

Construe my meaning, wrest not my method; 
Good will craves favour, witness the high God. 
If I have meant well, good will reward me; 
When I ill, no man regard me. 

What shall I say more? Speech is but blasting 
Still will I hope for life everlasting. 

William Byrd: Though Amaryllis dance in green (2:11) 

Though Amaryllis dance in green, like Fairy Queen, 
And sing full clear, Corinna can with smiling cheer; 
Yet since their eyes make heart so sore, 
Hey ho, chill love no more. 

Love ye who list, I force him not, sith God it wot, 
The more I wait, the less my sighs and tears prevail, 
What shall I do but say therefore, 
Hey ho, chill* love no more. 
(*Chill=l will) 

George Kirbye: Sorrow consumes me (3:33) 

Sorrow consumes me, and instead of rest, 
with folded arms I sadly sit and weep, 
And if I wink it is but for fear to see 
The fearful dreams' effects, that trouble me. 

Oh heavens, what shall I do? 
Alas, alas, must I myself be murdered of myself? 
Must I myself be forced to ope the way, 
Whereat my soul in wounds may sally forth? 
Hard is my hap, and thus in grief I die. 

Thomas Morley: Now is the month of Maying (1:48) 

Now is the mconth of Maying, 
When merry l ads are playing, 
Fa la la. 
Each with his Ibonny lass, 
Upon the greeny grass, 
Fa la la. 

The Spring clad all in gladness 
Doth laugh at Winter's sadness, 
Fa la la. 
And to the Bagpipes sound, 
The Nymphs tread out their ground, 
Fa la la. 

Fie then, why sit we musing, 
Youth's sweet delight refusing? 
Fa la la. 
Say dainty Nymphs and speak, 
Shall we play barley break? 
Fa la la. 

William Byrd: Lullaby, my sweet little baby (2:05) 

L ii 11 a, lullaby, my sweet little baby: 
What meanest thou to cry? 
Lu I la, lullaby, my sweet little baby. 

John Farmer: Fair Nymphs I heard one telling (2:00) 

Fair nymphs, I heard one telling, 
Diana's train are hunting in this chase. 

To beautify the place 
The fauns are running, 

The shepherds their pipes tuning 

To show their cunning. 
The Iambs amazed leave off their grazing, 

And blind their eyes with gazing, 
Whilst the earth's goddess doth draw near your places 

Attended by the Muses and the Graces. 
Then sang the shepherds and nymphs of Diana: 

Long live fair Oriana. 

Music of Samuel Scheidt (1587-1654), transcribed for brass 
quintet by Verne Reynolds: Canzona Gallicam, Bendicamus 
Domino, Galliard Battaglia, Wendet euch urn ihr Aderlein, 

Canzona Aechiopicam, Canzona Bergamasca 

To the puritanical mid-twentieth century, the idea of tran¬ 
scribing music from one medium to another is definitely 
suspect: the memory of the recent past, during which mandolin 
orchestras played Mozart rondos and player pianos hammered 
out Beethoven's Ninth, still lingers strong and causes em¬ 
barrassed shudders. We want our music pure and precise— 
exactly as the composer wrote it. Earlier epochs were decidedly 
cavalier about such matters, and during the Middle Ages, 
Renaissance and early Baroque the interchangeability of per¬ 

formance media was the rule rather than the exception. A 
composition could be sung, blown, plucked or scraped, de¬ 
pending on the forces at hand: the idea of one real, true and 
authentic tone color for a given piece seems scarcely to have 
existed. Many madrigals and other pieces written for voices 
could be, and probably were, performed by instruments as 
well, and their composers, though unfamiliar with the timbre 
of modern brass instruments, would be unlikely to object to 
such reincarnations of their works as these of the Scheidt pieces. 

Though there is a clear relationship with Renaissance vocal 
music in the Scheidt canzone, they are undeniably instrumental 
in character. Like the sixteenth-century Italians who originated 
the canzona form, Scheidt prefers well-defined, clear-cut 
melodic motives which he uses as the basis for extended varia¬ 
tion and development. Such melodic patterns were readily 
available in the French chanson repertoire, hence Canzon super 
cantionem gallicam—"on a French song". Others were avail¬ 
able in popular and dance music: Canzon ad imitationem 
Bergamascam Anglicam—"in imitation of the English berga- 
masque". The Baroque taste for contrast and color are perhaps 
most vividly exemplified in the Galliard Battaglia, in which 
the fanfare-like motives of the highest part are answered in 
dialogue fashion by the rest of the ensemble. The Benedicamus 
Domino and Wendet euch um ihr Aderlein are both transcrip¬ 
tions from Scheidt's Geistliche Konzerte of 1634, a large cycle 
of vocal compositions for the church year. 

Andrea and Giovanni Gabrieli: Canzoni 

Andrea (1520?-1586) and Giovanni (1551-1612) Gabrieli were 
uncle and nephew, outstanding among the Venetian musicians 
of their time, and composed with the particular acoustics of 
San Marco in mind. Giovanni's instrumental works occupy a 
special position between vocal polyphony and the new music 
that appeared around 1600; compared to what had gone before 
it, his music appears most novel because of its purely instru¬ 
mental conception, but from Monteverdi's point of view it 
may seem antiquated because it retains the old polyphonic 
technique. Giovanni called his instrumental works mostly 
"canzona" or "sonata", terms which in their original meaning 

were opposed to one another, but seem to have converged at 
the end of the sixteenth century. He witnessed the obsoles¬ 
cence of the church modes and the evolution of the major- 
minor concept, which he acknowledged without accepting it 
fully; he kept modal connections, and his works show many 
melodic formulas and designations stemming from the ter¬ 
minology of the church modes—primi toni, septimi toni, etc. 

It was not customary to indicate precise scoring in early 
musical works: Giovanni Gabrieli made only a few suggestions 
for the scoring, but it is certain that all known instrumental 
families were employed in performances of his music. In the 
performances recorded here, this practice is followed in order 
to bring out most effectively the contrasting colors, recreate 
the splendor of the setting for double and triple chorus, and 
reveal the polyphonic complexities. In this recording we hear 
six works of Giovanni Gabrieli and one by Andrea, in the 
following sequence, with instrumentation as noted. Regarding 
the instruments, it may be noted that cromorne is the French 
name for the krummhorn, the pommer is one of the early 
double-reed instruments collectively referred to as shawms, 
and the dolcian (or dulcian) is an early bassoon noted for its 
soft timbre, made from a single block of wood with two bores 
(one ascending, one descending). 

GIOVANNI GABRIELI 

1. Canzona a 7, (Venice 1615) for Transverse Flute, 3 Violas 

da Gamba (S-A-T), 3 Dolcians (S-A-T), Organ (3:48) 

2. Canzona Prima a 5 (Venice 1615) for Alto Recorder, Soprano 
Pommer, Soprano Violas da Gamba, Alto Traverse Flute, Tenor 

Dolcian and Theorboe (2:35) 

3. Canzona on the 12th Tone, from "Sacrae Symphoniae", 
(Venice 1597) for 8-Part Double Choir. Choir I: 4 Dolcians 
(S-A-T-B) with Theorboe. Choir 11:4 Cromornes (S-A-T-B) with 

Harpsichord (3:21) 

4. Canzona Prima "La Spiritata", (Venice 1608) for 4 Violas da 

Gamba (S-A-T-T) (3:26) 

5. Canzona on the 12th Tone, (Venice 1597) for 10-Part Double 
Choir. Choir I: 5 Recorders (A-T-B-B-Grossbass) with Theorboe. 

Choir II: 5 Dolcians (A-A-T-T-B) with Harpsichord (3:22) 

ANDREA GABRIELI 

6. Ricercar on the 12th Tone, from "Ricercare e Madrigali", 

(Venice 1589) for 8 Recorders, High and Low Registers Coupled 

Together (S-S-A-T; A-T-B-Grossbass) (2:02) 

GIOVANNI GABRIELI 

7. Canzona on the 7th & 8th Tone, (Venice 1597) for 12-Voice 
Triple-Choir. Choir I: 6 Recorders (S-A-T, A-T-B) with Bass 
Dolcian and Theorboe. Choir 11:4 Pommers (S-S-A-T) with 

Harpsichord. Choir 111:4 Violas da Gamba (S-A-T-T) with 

Organ (4:05) 

HELGA WEBER INSTRUMENTAL ENSEMBLE 
HEINRICH HAFERLAND GAMBA QUARTET 

Giovanni Pierluigi da Palestrina (1524?-1594); Missa Papae 

Marcelli 

Palestrina, who adopted the name of his native town as his 
family name, was a chorister in the basilica of Santa Maria 
Maggiore in his childhood and became choirmaster of the 
Cappella Giulia in St. Peter's under Pope Julius III in 1551. 
He subsequently held a number of important positions in 
Rome, including one in which he succeeded Orlando di Lasso. 

Pope Gregory XIII commissioned Palestrina and Annibale 
Zoilo to revise the Roman Gradual and Antiphoner, but 
Palestrina died without completing that assignment. His music, 
while it continued to be sung in the Vatican, was forgotten or 
ignored until the Romantic composers rediscovered him, as 
they rediscovered Bach, and his works have been universally 

revered ever since. 
All of the attempt at reform in church music which was 

so deeply considered at the Council of Trent (1545-1563) is 
reflected in Palestina's music, which is purer and more uncom¬ 
promising in its austerity than anything composed at the time 
for the Church. Pope Marcellus, for whom this Mass was com¬ 
posed, had decreed that what was sung should be heard and 
understood; Palestrina was in complete agreement, and also 
took a severe view of the importance of his music to the 
service itself, noting, in the preface to a book of motets: "If 
men take such pains to compose beautiful music for profane 
songs, one should at least devote as much thought to sacred 
song—nay, even more than to mere worldly matters". Thus 
Palestrina tried to get away entirely from over-ornament, 
undue repetition of words, excess melisma and structural 
weakness, all of which were, he thought, far too prevalent in 
his time. Bernard Gavoty, writing of this Mass, makes a striking 
point when he states that "The attitude of Palestrina before 
the Divinity is that of reverence, of compression of individ¬ 
uality in the face of the mystery that surpasses it. . . . We 
revere above all Palestrina who has given us, in the Mass of 
Pope Marcellus, that which Michelangelo has left us with his 
frescoes in the Sistine Chapel". 
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Introduction 
Welcome to the Masterpiece Series, published 
by Sine Qua Non. In these sixteen volumes, 
Sine Qua Non has brought together the most 
important music from 1200 AD to the Twen¬ 
tieth Century. Each period has been exhaus¬ 
tively researched to include not only what 
is historically significant from a musical 
point of view, but chronologically important 
in terms of how each period evolved into 
its own unique musical style. 

The informative notes for each volume 
have been compiled by the noted musicolo¬ 
gist, Richard Freed. For the new listener, as 
well as the experienced concert-goer, the 
notes provide an intriguing glimpse into the 
rich social background of each selected period. 

Obviously, we could not include every 
important composition from the past thousand 
years. In fact, some of the most difficult deci¬ 
sions concerned the elimination of two or 
more equally significant pieces. The end 
result is, however, a true Masterpiece Series 
never before so impressively documented and 
magnificently recorded. 

It is our hope that these sixteen volumes 
will be only a beginning, and that you the 
listener will gain new, deep insight into the 
joys of classical music. 

As significant new trends in classical 
music develop, Sine Qua Non will again 
begin its research to add what it feels are 
important new volumes to the existing 
Masterpiece Series. 

Michelangelo's David. The strength, vitality 
and emotional immediacy of the late 

Renaissance as found in the polyphonic style 
of the madrigal. 

The Notes 
VOLUME I 
MUSIC OF THE MEDIEVAL ERA 

This set includes selections from sacred and 
secular music written over one thousand 
years ago, music which sounds fresh and alive 
even today. Included are two masses by the 
masters of the then-new Notre Dame Cathe¬ 
dral, Perotin and Machaut. Secular music, 
carried on in a verbal tradition and reported 
from town to town by travelling minstrels, 
includes the first recorded version of the 
familiar Robin Hood story. 

Although medieval music was largely 
vocal in conception and performance, we 
have also included some of the rare instru¬ 
mental literature of the period. The sounds 
are unusual and intriguing to twentieth-century 
ears. The music in this set is entertaining and 
pleasant, but it is also the foundation for all 
that was to happen in Western music for 
the next thousand years. 

CONTENTS: Ambrosian Chants; Gregorian Chants; 
Perotin: Two Craduali; Marchaut: Missa Notre Dame; 
Dufay: Motets; Adam de la Halle: Le )eu de Robin 
et Marion and other selections; Music for the Irish 
Harp by Francesco Landino, Blondel de Nesle, Raim- 
bault de Vaqueiras, Bernart de Ventadorn and others. 

VOLUME II 
MUSIC OF THE RENAISSANCE 

By the Renaissance, composers and performers 
alike had learned to use the full range of 
sonorities available to them. This set is con¬ 
structed so that the progression of musical 
thought through chronological and geo¬ 
graphical areas is informative as well as 
entertaining. This was an age of wonderfully 
complex polyphonic textures, and several out¬ 
standing examples are presented here. 

The Erglish and the Italians both per¬ 
fected the madrigal form, and these vocal 
gems are presented here in authentic per¬ 
formance style. The majesty of the Renaissance 
Instrumental Choir is presented in the Brass 
Music of Scheidt, and in the Canzoni by 
Giovanni Gabrieli and his less famous uncle, 
Andrea. Great music in the Renaissance, as 
in the Medieval era, was written for the greater 
glory of God and performed regularly in all 
of the great cathedrals in Europe. 

CONTENTS: Dunstable, Arnold de Lantins, Adnemar, 
Dufay, Frye: Selected works from the Early Renaissance; 
Josquin des Prez, de Sermisy, Arcadelt: Chansons; 
Byrd, Weelkes Farnabay, Morley and others: Madrigals; 
Scheidt, Andrea and Giovanni Gabrieli: Instrumental 
Music; Palestrina: Missa Papae Marcelli; Gesualdo: 
Madrigals. 

VOLUME III 
THE ITALIAN BAROQUE 

Until recently, only a few regular concert- 
goers knew of Vivaldi; some violin pedagogues 
taught works of Tartini, principally the 
"Devil's Trill" sonata in a romantic virtuoso 
interpretation. The "Christmas Concerto" of 
Corelli was known in its twentieth-century 
arrangement for full symphony orchestra, and 
the other composers represented in this set 
were known only to musicologists. Within 
the la^t twenty years, however, there has been 
a revival and rediscovery of the Italian 
Baroque repertoire, and an effort at authentic 
performance practice. 

Included among the selections on these 
four records are music by Monterverdi, the 
first of the great Italian opera composers; 
Scarlatti, one of the earliest of the composer/ 
virtuosi for keybooard and a direct spiritual 
ancestor of later virtuosi such as Liszt and 
Rachmaninoff; and of course, the ubiquitous 
Vivaldi, whose concerti were to serve as 
melodic models for Johann Sebastian Bach. 

CONTENTS: Monteverdi: Magnificat a 6; Manfredini: 
Concerto in D for Two Trumpets; Nardini: String 
Quartet in E-Flat Major; Vivaldi: Gloria; "Winter" and 
"Spring" from The Seasons; Corelli: Concerto Grosso 
in g minor, Op 6 No. 8 "Christmas"; Pergolesi: Flute 
Concerto in G Major; Locatelli: Violin Concerto in 
B-flat Major, Op 3, No. 7; Albinoni: Adagio for Strings 
and Organ; Torelli: Violin Concerto in e minor, 
Op 8, No. 9; Scarlatti: Harpsichord Sonatas. 

VOLUME IV 
THE ELEGANCE OF THE FRENCH 
BAROQUE 

The antique furniture of the Louis XIV period, 
the prose of Voltaire and Rousseau, and the 
art and architecture of the Royal Palace at 
Versailles, all certainly fall under the descrip¬ 
tion "elegant". One would expect the music 
of the French Baroque to be elegant as well, 
and the music lives up to every expectation. 
The French Baroque style, unlike the freer 
forms of the Germans and Italians, was a 
highly disciplined and formal method, both 
of composition and performance. Indeed, the 
so-called "French Overture," with its slow- 
fast-slow form and its peculiarities of per¬ 
formance practice, became one of the standard 
formal devices in the music of Bach, Handel, 
and other composers throughout Europe. 

The great monies available to friends of 
the court allowed the composers and im¬ 
presarios of the French Baroque, principally 
Lully and his friends, to compose and stage 
the most lavish dramatic presentations imagin¬ 

able. The excerpts from Zoroastre and Le 
Bourgeois Gentilhomme show Rameau and 
Lully at their extravagant best. 

CONTENTS: Charpentier: Messe pour les instruments 
au lieu des Orgues; Mouret: Sinfonies de Fanfares; 
DeLelande: Musiques Royales; Rameau: Zoroastre 
(excerpts); Lully: Le Bourgeois Gentilhomme; Grigny: 
Veni Creator; Daquin: Noels for Organ; Couperin: 
Prelude No. 6 and Ordre No. 8 in b minor for Harpsi¬ 
chord; Campra: Le Ballet des Ages. 

VOLUME V 
THE GERMAN BAROQUE 

While the Italians were aiding the evolution 
of the art of the violin, and the French were 
defining the formalism of music, the Germans, 
always frugal and practical, hired composer/ 
performer/choirmasters for various local 
churches. It is largely the music of these 
"Kappelmeisters" which is so moving and 
enjoyable to the twentieth-century listener. 

Principal among the great, locally em¬ 
ployed composers was, of course, Johann 
Sebastian Bach. Yet, although he was respected 
and highly sought after by many wealthy 
towns and congregations, Bach was thought 
during his own time to be a follower, an 
excellent composer in the old styles, and he 
was considered rather a reactionary by fellow 
musicians. Instead, it was Georg Philip Tele¬ 
mann, to whose music the entire first disc 
of this set is devoted, who was the "new 
sound" in Germany. At the same time, Bach 
and his contemporaries had great respect 
for the instrumental virtuosity of Dietrich 
Buxtehude, and Bach took several weeks leave 
and traveled several hundred miles to hear 
Buxtehude perform. 

CONTENTS: Telemann: Concerto in D for Trumpet, Two 
Oboes and Continuo, Concerto in D for Trumpet and 
Strings, Fantasias for Harpsichord; Schutz: The Seven Last 
Words of Christ; Three Sacred Concerti; Es Cing Bin 
Samann Aus; Buxtehude: Magnificat anima mea a 5; 
Prelude, Fugue and Chaconne in C Major; Prelude and 
Fugue in g minor; Passacaglia in d minor; Pachelbel: 
Canon for Strings; Stoelzel: Concerto in D for Six Trumpets 
and Orchestra; Graun: Bassoon Concerto in B-flat Major; 
Biber: Serenade for Strings, Continuo, and Bass Solo 
"Nightwatch"; Werner: Prelude and Fugue in c minor 
for Strings. 

VOLUME VI 
MASTERWORKS OF BACH 
AND HANDEL 

Scholars of the monumental works of Johann 
Sebastian Bach have defined his genius in 
hyperbole by saying that no new music was 
written after the death of the master in 1750. 
While this may be exaggeration, it is true 
that any harmonic device which has been 



used in Western tonal music can also be 
found in the music of Bach. Certainly he used 
the musical resources available to him in 
eighteenth-century Germany to the fullest 
extent possible, and sometimes beyond the 
bounds of possibility. 

The recorded works of Bach alone num¬ 
ber in the hundreds—imagine, if you will, 
the difficulty in choosing music for a survey 
album. We have chosen the most charac¬ 
teristic selections, with the greatest general 
interest, selections which illuminate the vir¬ 
tuosity and passion of Bach's compositions. 

Handel might have been as well known 
in his native Germany as Bach, had he not 
emigrated to Italy and finally to England as 
court composer. Indeed, Handel is often 
spoken of as having perfect command of the 
English language in his vocal music, although 
contemporaries' accounts describe his speech 
as guttural and almost unintelligable. In any 
case, his most successful compositions, and 
the music which has survived as part of the 
standard repertoire, were written in English, 
and we have chosen those selections to 
represent the output of Handel in this volume. 

CONTENTS: Bach: Magnificat in D Major; St. Matthew 
Passion (selections); Brandenburg Concerto No. 2 in 
F Major; Concerto in d minor for Two Violins and 
(Orchestra; Toccata in d minor; Italian Concerto for 
Harpsichord; Handel: Messiah (selections); Royal 
Fireworks Music; Water Music (suite). 

VOLUME VII 
THE CHARM OF THE CLASSICAL ERA 
In surveys of musical history, it often seems 
as if European Music stopped with the deaths 
of Bach and Handel, to resume some two 
or three decades later with the ascendance 
of Haydn and Mozart. The truth, of course, 
is that much charming music was written 
during the early classical (Rococo) period, 
principally by the sons and nephews of 
Johann Sebastian Bach and their contem¬ 
poraries. 

Carl Philip Emanuel Bach, the most 
famous of the Bach sons, is often credited 
with being the inspiration behind the early 
symphonic music of Josef Haydn. Indeed, if 
Haydn was the father of the symphony, per¬ 
haps Carl Philip Emanuel Bach was the sym¬ 
phony's grandfather. Hummel, while thought 
of today as the principal teacher of Bee¬ 
thoven, was highly regarded in his own time 
both as a composer and a virtuoso pianist. 

The late eighteenth century was a period 
of musical consolidation, rather than inno¬ 
vation, but much of musical value was writ¬ 
ten and performed during the period. 

CONTENTS: Carl Philip Emanuel Bach: Cello Concerto 
in A Major; Dittersdorf: Symphony "Die Rettung der 
Andromeda durch PerseusBoccherini: Quintet, in 
E Major, Op 13, No. 5; Stamitz: Viola Concerto in 
D Major, Op 1; Cimarosa: Concertante in G Major 
for Two Flutes and Orchestra; Boyce: Symphonies 
Nos. 5, 7, and 8; Alberchtsberger: Harpsichord Con¬ 
certo in B-flat Major; Hummel: Piano Concerto in 
b minor, Op 89. 

VOLUME VIII 
THE MANY SIDES OF MOZART 

Mozart, the child prodigy: he had been to 
the courts of Austria as a professional musi¬ 
cian before he was ten years old. He died 
at an age when most composers are reaching 
their creative peak. He was abused person¬ 
ally by patrons, parents and acquaitnances. 
And, for all the disadvantages, for all of the 
forces which appeared to conspire to make 
Mozart a freak, a curiosity of musical history, 
he was, in Haydn's words, ". . . before God 
. . . the greatest composer known to me". 

Rather than present an overview of 
Mozarts's musical life, we have chosen the 
most stirring music from his mature, creative 
years, including his last symphony, which 
Mozart was never to hear, and the ethereal 
Clarinet Quintet, the final completed work 
of the young composer's output. In these 
works one can note clearly the abilities of 
Mozart to work within the constraints of 
the forms which Haydn had codified, prin¬ 
cipally the sonata forms, yet produce some of 
the freshest, most original, most appealing 
music ever composed. 

CONTENTS: Symphony No. 41 in C Major "Jupiter"; 
Piano Concerto No. 21 in C Major, K 557; Mass in 
C Major K 317 "Coronation"; Horn Concerto No. 2 
in E-flat Major, K 417; Overtures: La Clemenza di Tito, 
La Finta Giardiniera, le Nozze di Figaro; Serenade in 
G Major, K 525 "Eine Kleine Nachtmusik"; Variations 
on "Ah, vous dirai-je Maman" K 265; Piano Sonata 
No. 11 in A Major, K 331; String Quartet No. 17 in 
B-flat Major K 458 "The Hunt"; Clarinet Quintet in 
A Major K 581. 

VOLUME IX 
THE INCOMPARABLE HAYDN 

Haydn . . . "Papa" Haydn to some of his 
contemporaries . . . the old man to Mozart's 
prodigy . . . one of the quickest, most inven¬ 
tive, and most humorous intellects in the 
history of Western music. Franz Josef Haydn 
codified the forms which composers were to 
use for the next 150 years: the rondo, the 

theme with variations, and principally the 
sonata form of two contrasting themes with 
a development and recapitulation section. 
He was the great teacher of German musi¬ 
cians, including Mozart and Beethoven. And 
he was also an honest workman, one of the 
most prolific (and one of the most profitably 
employed) of the court composers, produc¬ 
ing music on demand for several decades. 

Yet, it should not be inferred that Haydn 
was a pedantic man. He went outside the 
boundaries of his own forms more than any 
other composer of the era, and he loved 
musical surprises, and not just in the Sym¬ 
phony of that name. Haydn never let his forms 
get in the way of a good musical idea, and 
only Mozart among his contemporaries had 
musical ideas in larger quantities and of 
greater quality. 

CONTENTS: Symphony No. 31 in D Major "Hornsignal"; 
Symphony No. 82 in C Major "The Bear"; Symphony 
No. 100 in G Major "Military"; Oboe Concerto in 
C Major; Harpsichord Concerto in G Major; Missa 
Brevis St. Johannes de Deo in B-flat Major, "Little 
Organ Mass"; String Quartet No. 67 in D Major 
"The Lark"; Piano Sonatas No. 36 in c-sharp minor 
and No. 37 in D Major. 

VOLUME X 
BEETHOVEN THE TITAN 
Ludwig Van Beethoven was to European music 
during the first decade of the nineteenth 
century what Jefferson had been to politics 
some three decades earlier. Rather than take 
the old musical rules and modify them, 
Beethoven made his own rules, only to break 
them again and again. Whatever constraints 
he worked under, Beethoven's music is still 
among the most thrilling in the repertoire, 
and his works are often the first recognizable 
themes for new listeners. 

Beethoven was one of the few monu¬ 
mental figures whose greatness and revolu¬ 
tionary influence were both recognized in 
his own time. He was the ultimate musical 
contradiction: perhaps the greatest talent in 
musical history, yet his most startling works 
were never heard, being conceived in deaf¬ 
ness: he was taught by traditionalists, Haydn, 
Hummel, and briefly Mozart, yet his music 
broke all traditional bounds: Beethoven's har¬ 
monies were startling to the nineteenth cen¬ 
tury ear; his symphonic movements were 
sometimes longer than complete works by 
Mozart, Haydn and their contemporaries; and 
he demanded near-impossible perfection of 

instrumental technique from the performers, 
while others wrote with performance limita¬ 
tions in mind. 

The performances chosen for this set 
are significant documents in recorded music, 
featuring David Oistrakh, Alfred Brendel, 
Pablo Casals, and Wilhelm Furtwangler. 

CONTENTS: Symphony No. 3 in E-flat Major, Op 55 
"Eroica"; Violin Concerto in D Major, Op 61; Piano 
Concerto No. 4 in G Major, Op 58; Piano Sonata 
No. 21 in C Major, Op 53 "Waldstein"; Trio for 
Piano, Violin, and Cello in B-flat Major, Op 97 
"Archduke." 

VOLUME XI 
THE GREAT CORNERSTONES OF 
GERMAN OPERA 
While Beethoven and other musical revolu¬ 
tionaries were making their changes in the 
symphonic and piano repertoire, other com¬ 
posers were perfecting their craft as musical 
storytellers. Although opera was never to 
have the importance in nineteenth century 
Germany that it had had earlier in France, and 
would have later in Italy, the German com¬ 
posers were equally adept at creating musical 
stage pieces. 

Mozart's Magic Flute is pure fantasy, 
although, as Richard Freed's detailed notes to 
this set point out, it's historical context is 
more important. Beethoven's Fidelio stands 
with the Froica Symphony as the affirmation 
of the revolutionary musical and political 
ideas which Beethoven carried throughout 
his life. Weber's Der Freischutz is early- 
romantic blood and thunder opera in a great 
tradition, and from Tristan und Isolde a 
direct line can be traced to the harmonic 
and tonal devices of the twentieth century. 

All of the recordings in this volume were 
made in the opera houses of Berlin, Vienna 
and other German locations, and the per¬ 
formances are conducted by acknowledged 
masters of this repertoire, including Horst 
Stein, Karl Bohm, Rudolf Kempe, and 
Robert Wagner. 

CONTENTS: Mozart: Magic Flute, highlights; Beethoven 
Fidelio, highlights; Weber: Der Freischutz, highlights; 
Wagner: Tristan und Isolde, highlights. 

Venus at Her Toilette, by Francois Boucher. 
The fanciful spirit of the early classical 
(Rococo) period. A glittering succession of 
ornamentation restrained by a strong sense of 
reason and balance. 



VOLUME XII 
THE SPECTRUM OF ITALIAN OPERA 

Italian Opera—the ultimate union of music 
and theater; possibly the only art form 
whose patrons regularly cheer, hiss, form fan 
clubs and otherwise act more like spectators 
at a sporting event than audiences at musical 
performances. Each of the selections in this 
set represents the distillation of the devices 
and conventions, the epitome of the operatic 
art as practiced at the time of composition. 

From the roaring slapstick of Barber of 
Seville to the abject tragedy of / Pagliacci, 

Italian opera composers poured out their 
hearts and souls through their music. And, 
while the music of Verdi, Puccini or Donnizetti 
may not have been revolutionary in the im¬ 
portant historical sense that Beethoven or 
Wagner were, the evolution of musical 
theater must include Italian Romantic opera. 
The excerpts in Volume XII have been care¬ 
fully chosen to show each of the important 
roles and turns of plot to best advantage. 
As a musical bonus, the highlights from 
La Traviata include the great dramatic soprano 
Maria Callas in the starring role. 

CONTENTS: Rossini: The Barber of Seville, highlights; 
Verdi: La Traviata, highlights; Puccini: Tosca, high¬ 
lights; Mascagni: Cavalleria Rusticana, highlights; 
Leoncavallo: / Pagliacci, highlights. 

Delacroix's Liberty Guiding the People. A new 
sense of epic grandeur and compassion for 

human experience brought about by the French 
Revolution. An artistic creation as lavish in 

scale as the works of Beethoven and Wagner. 

VOLUME XIII 
THE GREAT ROMANTICS 
In the early nineteenth century, momentum 
was gained in Europe toward a new kind of 
musical expression. Fueled by Beethoven 
musically, amd by the poetry of Byron and 
others, a new kind of abstract music, frankly 
emotional in nature, was being composed. 
The early romantics, principally Schubert, 
Mendelssohn and Chopin, wrote with great 
technical skill, to be sure, but the intended 
effect of the music was highly emotional. 

The eairly romantic period also brought 
two other significant developments: First, 
in Schubert, the romantics had the first im¬ 
portant composer who completely ignored 
the material life, and died tragically young 
and penniless for the sake of his art. In 
addition, for the first time in several decades, 
important music was being contributed by 
nationals other than German, French and 
Italian: Chopin was Polish, although most of 
his career was spent in France; John Field 
was Irish; later in the nineteenth century, 
great composers would come from Russia 
and the Slavonic countries. 

CONTENTS: Schubert: Symphony No. 5 in B-flat 
Major; Spohr: Violin Concerto No. 8 in a minor 
"Vocal Scene"; Mendelssohn: Overture, Scherzo, and 
Wedding March from "Midsummer Night's Dream" 
Incidental Music; Schumann: Piano Concerto in 
a minor, Op 54; Chopin: Piano music, including 
selected waltzes, Etudes and Nocturnes; Alkan: Le 
Festin d'Esope; Field: Nocturnes No. 13, 18 ("Le midi") 
and 19 ("Le Troubador"); Kalkbrenner: Quintetto in 
a minor for Clarinet, Horn, Cello, Bass and Piano, 
Op 81; Smetana: The Moldau from Ma Vlast; Glinka: 
Jota Aragonesa. 

VOLUME XIV 
THE IMPACT OF ROMANTICISM 

During the mid-nineteenth century, trans¬ 
portation and communications worked to 
make the world constantly smaller, so that 
famous composers and virtuosi were no longer 
known only in their own small geographical 
areas. Liszt and Brahms traveled and con- 
certized all over Europe . . . Dvorak traveled 
to the United States, calling his last Symphony 
the "New World", and one of his greatest 
quartets the "American". Johann Strauss 
presided over a centennial concert in Boston, 
far from his native Vienna. All of these com¬ 
posers used their total experience in their 
work, and they produced some of the most 

beautiful and popular music in the repertoire. 
The flamboyant composer/virtuoso was 

also an outgrowth of nineteenth century 
music. Liszt, Sarasate, and Grieg wrote for 
their own performances, frequently using 
difficult notations, and appropriate theatri¬ 
cal flourishes in performances, in order to 
convince audiences and competition alike 
that the music was beyond the capabilities 
of any "normal" instrumentalists. At this time 
also, Saint-Saens and others created the 
abstract "tone poem" as a musical presen¬ 
tation of narrative or philosophical concepts. 

CONTENTS: Brahms: Violin Concerto in D Major; 
Hungarian Dance No. 5 (two piano version); Liszt: 
Mephisto Waltz (original piano version; Les Preludes, 
tone poem No. 3; Wagner: Overtures and Preludes 
from Die Meitersinger, Tristan und Isolde, and 
Lohengrin; Saint-Saens: Le Rout d'Omphale; Johann 
Strauss: Emperor Waltz; Tritsch-Tratsch Polka; Dvorak: 
Slavonic Dances, Op 46, Nos. 1-3, 5, 6; Saraste-Bizet: 
Carmen Fantasy; Grieg: Piano Concerto in a minor, 
Op 16. 

VOLUME XV 
THE CREST OF ROMANTIC 
EXPRESSION 

As the turn of the century grew nearer, the 
limits of traditional music were also quickly 
approaching. In Germany, Russia, France and 
England, composers were using massive 
orchestras, choruses and every chromatic 
harmony device known in order to provide 
the free flights of expression which they felt 
were needed for artistic achievement. A new 
kind of composer had reached the scene— 
instead of being virtuoso instrumentalists as 
their predecessors had been, these late 
nineteenth and early twentieth century com¬ 
posers were master orchestrators, and—par¬ 
ticularly Richard Strauss and Mahler—the 
first of a new kind of artist: The dictator 
virtuoso of the podium. 

By this time in musical history, the com¬ 
poser had completely broken the bounds of 
service to a particular court or church; they 
were independent artists, composing on com¬ 
mission or as the creative impulse moved 
them. As Richard Freed's detailed notes to 
this set point out, there were vicious verbal 
battles between adherents of the various 
great musical forces, particularly Wagner and 
Brahms, fortunately without either side gain¬ 
ing pre-eminence. 

This set includes the massive orchestra¬ 
tions of Bruckner and Rimsky-Korsakov, the 
liquid fire of Mahler, and the sweeping 
melodies of Tchaikovsky and the Russian 

romantics, as well as a glimpse into the 
twentieth century with Richard Strauss and 
Holst. 

CONTENTS: Mahler: Symphony No. 1 in D Major 
("Titan"); Bruckner: Symphony No. 4 in E-flat Major 
("Romantic"); Tchaikovsky: Francesca da Rimini, 
tone poem after Dante, Op 32; Borodin: In the 
Steppes of Central Asia; Mussourgsky: Night on Bald 
Mountain; Rimsky-Korsakov: Russian Easter Overture; 
Richard Strauss: Tyl Eulenspiegel's Merry Pranks, 
Op 28; Waltzes from Der Rosenkavalier; Holst: 
Mercury, Venus and Uranus from "The Planets". 

VOLUME XVI 
IMPRESSIONISM G THE 
TWENTIETH CENTURY 
Imagine, if you will, full scale riots at concerts 
and ballet premieres in Paris and Vienna! 
Verbal murder practiced on composers by 
the noted critics of the day! Refusal by orches¬ 
tras to perform music! As the early twentieth- 
century composers broke the bonds of a 
thousand years of traditional harmony they 
were subjected to all of these abuses and 
more. Now, of course, all of the music in 
Volume XVI is part of our standard repertoire, 
and hardly startling, new, or radical to our 
ears. Yet, the reports written about the first 
performances of many of these works sound 
as if they had become mixed with reports 
of food riots or sporting events. 

We have come to recognize, of course, 
that Stravinsky, Bartok, Debussy, Ravel and 
Prokofiev belong in a set such as this along 
with the great composers of earlier centuries. 
Tonal, traditional music had, after all, reached 
its creative limits with the free harmonies of 
Wagner and his followers. It would be up 
to Stravinsky, Debussy and their contempo¬ 
raries to carry Western music beyond the 
harmonic and rhythmic limits which earlier 
ages had imposed. In their own way, these 
compositions are every bit as revolutionary 
and tempestuous as the parallel historic 
events of the century. 

CONTENTS: Debussy: La Mer; Trois Nocturnes; Ravel: 
Bolero; La Valse; Piano Concerto in G; Bartok: Con¬ 
certo for Orchestra; Piano Concerto No. 3; Stravinsky: 
Le Sacre du Printemps; Prokofiev: Symphony No. 1 in 
D Major, Op 25 "Classical". 
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